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Nijo-jo Castle Painting Gallery; Spring Exhibition in 2022

Cherry Blossoms and Landscapes in Kuroshoin : Artistic combination of Japanese and Chinese
styles discovered in Taimensho

The existing mural paintings of the Ninomaru-goten Palace were created in 1626, prior to Emperor Gomizuno-o’s
(1596-1680) visit to Nijo-jo Castle. In this exhibition, the mural paintings of the Ichi-no-ma (First Room) and the
Ni-no-ma (Second Room) in the area called “Kuroshoin” are exhibited. These rooms were called “Kohiroma” in
the early Edo period (1603-1868) where high-ranking court nobles such as imperial messengers and princes, as
well as feudal lords close to the Tokugawa family, would meet the shogun. The rooms also served as the banquet

venue for the high-ranking court nobles when the emperor made his visit to castle.

Cherry Blossoms and Landscape : Two artistic techniques and subject matter

One of the main features of the mural paintings in the First and Second Rooms of the “Kuroshoin” is that paint-
ings created with two different techniques and featuring two different subjects are placed side by side in a single
space. One of them is “Okakiji-zu” (Cherry Blossoms and Pheasants) which depicts a spring scene in vivid colors
on a gold-leaf background. The “Cherry Blossoms and Pheasants” covers a large space of the walls and sliding
doors in the First Room, except for the areas consisting of the tenbukuro (shelves with sliding doors) above the
staggered shelves, koshi-shoji (paper sliding doors with a wooden board attached to the bottom) in the tsuke-sho-
in (a built-in desk placed on the side of the tokonoma alcove), and walls above the nageshi (a horizontal beam) on
the west side of the room. In the Second Room one can find the “Cherry Blossoms and Pheasants” on the sliding
doors. Paintings both in the First Room and the Second Room depict cherry blossoms in full bloom in the height
of spring, plum blossoms in early spring, and azaleas in late spring along with a variety of birds, including pheas-
ants, swallows, doves, parakeets, and wild birds. All of this creates a merry atmosphere full of vitality and a sense
of the changing seasons from early to late spring. The cherry blossoms and hedges are distinguished with gofun
(a pigment made from seashells) to give them a three-dimensional effect, as if they were carved in relief. It is
thought that Kano Naonobu (1607-1650), a young artist at the time, painted this magnificent piece with the sup-
port of experienced painters of the Kano School.

The other mural painting is “Rokaku Sansui-zu” (Landscape with Pavilion) which depicts a landscape spreading
out from the mountains to the waterfront in ink and light colors. In the First Room, this painting is created on the
tenbukuro, koshi-shoji and walls above the nageshi, as well as on the walls in the Second Room, where it is seen
above the nageshi on the west and south side of the room. These series of paintings above the nageshi depict con-
tinuing rocky mountains starting from the deep mountain where the pavilion is located, continuing to the dock

and subsequently to the waterfront where a sail boat floats. It is predicated that this is a scene of China based on
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the people’s figures and architectural styles. In contrast to the “Cherry Blossoms and Pheasants,” this painting
emanates a serene and tranquil atmosphere. It is said that this painting was created by another artist of the Kano
School rather than Naonobu.

The “Cherry Blossoms and Pheasants” and “Landscape with Pavilion” were painted with different techniques and
subjects, however, on the other hand, they share a commonality in the abundant use of sunago (gold leaves cut in
at random) and kiri-haku (gold leaves cut in square). Finely engraved gold leaf is sprinkled around the outlines of
clouds in the “Cherry Blossoms and Pheasants,” while in “Landscape with Pavilion,” it is used to obscure the out-
lines of clouds and also as a means of representing the haze itself. In addition, whole single pieces of gold leaf are
used to represent clouds in “Landscape with Pavilion” in some areas, and as a result, the use of different styles of

gold leaves give a sense of unity to both paintings.

Artistic combination of Japanese and Chinese styles : Inheriting the Muromachi period’s aesthet-
ic sense

Considering existing early modern castles, temples and shrines in Japan as examples, it is likely that the same art
techniques and subject matter are often chosen for the mural paintings in a single room. Why, then, did they cre-
ate spaces such as the First Room and the Second Room of “Kuroshoin”, with the paintings employing different
techniques and subject matter?

One of the reasons is thought to be that they intended to imply that the “Kuroshoin” (or Kohiroma) was used for
the internal meetings. Visitors met the shogun in the “Ohiroma” (the official meeting place) whose mural paint-
ings are gorgeous with gold background and vivid colors, and the “Shiroshoin” (or Goza-no-ma), whose mural
paintings are painted with ink and light colors, was the shogun’s residence. The “Kuroshoin” is located just be-
tween these two rooms. Based on this fact, it is possible that this was done to represent the semantical attribution
of the “Kuroshoin” placed between the “Ohiroma” and “Shiroshoin” through the artistic techniques and subject
matter of the mural paintings.

Another reason is thought that there has been an attempt to clearly demonstrate the inheritance of a way of ap-
preciating art that was fostered in the high society of the Muromachi period (1338-1573), which was to combine
Japanese and Chinese works of art. At that time, ink paintings brought from China were called Kara-e, while
paintings using vivid colors and gold leaf, which had been practiced in Japan until then, came to be called Ya-
mato-e. In the residences of shoguns of the Muromachi Shogunate, the high-ranking court nobles, as well as in
important temples and shrines, there was always a place called “Kaisho” for special events such as welcoming the
emperor. In Kaisho, both Japanese and Chinese arts and crafts were displayed and admired. The “Kanmon Nik-
ki,” the diary written by the Prince Fushimino-miya Sadafusa (1372-1456), and the “Daijoin Jisha Zojiki” (diary
written by monks of Daijo-in Temple) written between 1450 and 1527, describe a room decorated in accordance
with the Tanabata (Star Festival) tradition. The records say there was a hanging scroll of a Kara-e draped over a
byobu (folding screen) depicting a Yamato-e painting. Such a record attests to the fact that the combination of
Japanese and Chinese paintings was a common practice among the upper class.

When Emperor Go-Mizuno-o visited Nijo-jo Castle, as mentioned above, a hanging scroll with an ink painting by
the Chinese painter, Mokkei (year of birth and death unknown, late 13th century), was displayed in the large al-
cove in the Ohiroma at Ninomaru-goten Palace. This suggests that such a manner of having paintings with a gold
background and vivid color and ink paintings together in one room was still in practice. However, the hanging
scrolls in the First Room of the Ohiroma were an exclusive way of decorating the room only for welcoming the
emperor or his family members to the room. It is not clearly known what kind of room decorations were used lat-

er when the emperor met with feudal lords or foreign envoys. On the other hand, the mural paintings in the First
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and Second Rooms of the “Kuroshoin” are permanent installations. Here, compared to the hanging scrolls in the
“Ohiroma”, the Chinese paintings occupy a larger area, which emphasizes the contrast between Japanese and
Chinese styles.
This difference can be attributed to the fact that the “Ohiroma” was basically used to meet with feudal lords and
foreign envoys, while the “Kuroshoin” (or Kohiroma) was mainly used to meet with high-ranking court nobles
and feudal lords close to the Tokugawa family. It was possible that the mural paintings in the First and Second
Rooms of the “Kuroshoin” may have been intended to emphasize to those who were assumed to be well versed in
Japanese and Chinese culture that the Tokugawa family also understood and shared the cultural practices that
took place in the residences of the Ashikaga shoguns, the imperial prince, and other members of the upper class.
The combination of the gorgeous spring scenery and the tranquil expanse of nature may contain this unexpressed
message from the Tokugawa family to those who entered this room.

(Shiho Nakano)

Nijo-jo Castle Painting Gallery; Summer Exhibition in 2022

Pine and Hawk: Mural paintings representing the shogun’s prowess

This exhibition features the most famous mural in Ninomaru-goten Palace at Nijo-jo Castle: Matsutaka-zu (Pines
and Hawks) in the Yon-no-ma (Fourth Room) of the Ohiroma. The mural surface on the north side of the Fourth
Room (displayed in the front), which has recently been repaired, and the Matsuwashi-zu sugido-e (cedar door
painting of Pine and Eagle) in the western corridor of the Ohiroma (displayed to the right of the front) are on

public view at this gallery for the first time.

Giant pine trees and birds of prey

The walls of the Ohiroma, a building with official meeting rooms located at the center of Ninomaru-goten Pal-
ace, are filled with paintings of giant pine trees that nearly reach the ceilings. Unlike the Ichi-no-ma to San-no-
ma (First to Third Rooms), which were meeting rooms, the Fourth Room was a kind of behind-the-scenes room,
but it is the largest room in the Ohiroma. The west wall (displayed to the left of the front) presents Nijo-jo Castle’s
largest depiction of a pine tree, which extends its branches at a width of more than 10 meters. The top of the pine
tree almost touches the ceiling, with luxuriant branches and leaves stretching out laterally. Compared with the
pine trees depicted in the First to Third Rooms, the pine trees painted in the Fourth Room have a heavier volume
of branches and leaves, and each of their foliage clusters are larger. The north wall (displayed in the front) depicts
two pine trees in front and behind, with their thick trunks standing almost upright overall and their dense foliage
nearly covering the entire surface. The Fourth Room thus boasts the most powerful and most splendid depiction
of pine trees not only in the Ohiroma but also in the entire Ninomaru-goten Palace. However, the room features
another motif whose presence equals that of the pine trees: birds of prey. They are portrayed in a larger size than
their life size.
The mural of the Fourth Room depicts three birds of prey: an eagle on the pine tree on the west side; a hawk
(mountain hawk eagle) on the rock to the left of that pine tree, which is looking up at the tree; and a hawk on a
pine branch on the south side (displayed to the right of the front), which looks as if it is targeting its prey. Falcon-
ry, which is the sport of hunting with tame birds of prey, was practiced by persons in power around the world. It
is said that, in Japan, the practice of falconry became popular among samurai as their influence grew and spread
to daimyo (feudal lords) all over the country in the Warring States period. It is well-known that the first Tokuga-
wa shogun Tokugawa Ieyasu (1543-1616), who built Nijo-jo Castle, loved practicing the sport of falconry. He is

even pictured with a hawk in surviving portraits. The Tokugawa shogunate prohibited court nobles from practic-



ing falconry and regulated daimyo’s participation in the sport. Moreover, the shogunate valued the presentation
of hawks and prey of falconry between higher- and lower-ranking people as a measure to maintain master-ser-
vant relationships.

Hawk paintings were also loved by samurai and other people. Paintings of that kind were imported in a large
number from China and the Korean Peninsula, many of which depicted only a bird of prey on a tall surface. This
style provided a model for Japanese painters. Japanese painters later began to paint birds of prey with pines and
other natural features on large folding screens. A historical document states that the donjon at Azuchi-jo Castle,
which was built by Oda Nobunaga (1534—82), had a Taka-no-ma (Room of Hawks), which is thought to have
been decorated with hawk paintings.

While the valiant depictions of hawks at the Tokugawa shogunate’s castles represented the shogun’s prowess,
hawks and falconry were used by the shogunate as a means to maintain its system of rule. Therefore, those paint-

ings of hawks can also be seen as a symbol of the Tokugawa shogunate’s power.

Matsutaka-zu and Matsuwashi-zu sugido-e: Who painted the former?

All the murals of the Ohiroma, excluding painted surfaces in the corridors and the Chodai-no-ma, which were
not the originals but later works, have long been credited to Kano Tan’yu (1602—74). However, as mentioned
earlier, the pine trees in the Fourth Room are more powerfully depicted and larger than those in the First to
Third Rooms. Additionally, in the Fourth Room, the pine trees are pictured against the background of a distant
view seen through a break in the clouds or a flow of water, with little blank space on the surfaces. By contrast, the
background of the pine-tree murals of the First to Third Rooms have a large blank area covered only with gold
leaf. The pine tree on the left on the north wall of the Fourth Room is rooted not at the bottom of the surface but
at a slightly higher point on the earth covered with gold leaf, which clearly indicates that the left pine tree grows
slightly in the left rear behind the other tree. The golden clouds trailing in front of the pine trees and the stream
of water behind those trees also show that the mural of this room depicts pine trees in a somewhat deep space.
Meanwhile, all the pine trees depicted in the other rooms stand at the bottom of the surfaces against a gilt back-
ground. These features create a distinctive difference between the impression of the Fourth Room mural and that
of the murals in the other rooms. The Fourth Room mural looks powerful with its surfaces filled with pine trees
and other motifs depicted in a deep space, while the murals of the First to Third Rooms look simple with an im-
pressive depiction of pine trees against a gilt background without a feeling of depth.

The clear difference in style inspired some scholars in the 1990s to credit the Fourth Room mural to Kano San-
raku (1559-1635), instead of Kano Tan’yu. After its establishment, the Nijo-jo Painting Gallery had adopted a
policy of mentioning the two different views on who painted the Fourth Room mural. However, our research on
the sugido-e and other works has led us to determine that the Fourth Room mural was painted by Kano Sanraku.
Since the FY2019 exhibition, we have officially adopted that view. One of the bases for our determination was
the difference between the Fourth Room mural and the Matsuwashi-zu sugido-e, which is also displayed at this
exhibition. It is generally believed that there is no doubt that the Matsuwashi-zu sugido-e, located in the western
corridor of the Ohiroma, was painted by Kano Tan’yu, on the basis of its very close similarity to the murals of the
First and Third Rooms in the depiction of pine branches. Meanwhile, the eagle in the sugido-e is depicted in the
same pose as that of the hawk on the south side of the Fourth Room, which has provided a basis for the position
that the Fourth Room mural is a work of Tan’yu. However, a detailed comparison has revealed many differences
between these two birds of prey. While the right leg (when seen from the front) of the eagle is short and bent, that
of the hawk is long and has a narrow part, which represents the existence of muscle. While the tail feathers of the

eagle have a slightly round shape, those of the hawk are straight. While the pinions of the eagle are wide and fur-
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ther widen toward their edges, those of the hawk are narrow and further narrow toward their edges. While the ea-
gle is painted in slightly stiff, thin, and almost even lines, the hawk is depicted in relaxed lines, thin in some parts
and thick in others. In addition, the two birds also differ in the shapes of the eyes and feet. The shapes of the feet
and feathers of the hawk in the Fourth Room are rather common to those of the hawk depicted in another Matsu-
taka-zu housed in Daikaku-ji Temple, which was painted by Kano Sanraku. Moreover, the shape of the pine tree
painted on the west side of the Fourth Room is close to that of Matsu-zu (Pine) in Myoshin-ji Tenkyu-in Temple,
which is also credited to Kano Sanraku. Therefore, we have judged Matsutaka-zu at Nijo-jo Castle to be a work of
this painter.

In the Ohiroma’s First to Third Rooms, the young Kano Tan’yu devoted his energies to painting fresh murals
suitable for a new era. Meanwhile, in the Fourth Room of the same building, Kano Sanraku, one of the Momoya-
ma-period master painters, completed the valiant Matsutaka-zu on the largest surface in the building.

(Naoko Matsumoto)

Nijo-jo Castle Painting Gallery : Fall Exhibition in 2022

Reviving the Beauty of the Kano School : 50th anniversary exhibition of the reproduction project
The murals in Ninomaru-goten Palace were created by Kano-school painters on the occasion of a major Nijo-jo
Castle repair project, which was completed in 1626. These murals were designated collectively as an important
cultural property (in the category of arts and crafts) by the Japanese government in 1982. In 1972, a decade ahead
of the national designation, the Kyoto City government launched a project to reproduce the original murals and
replace them with reproductions to preserve the originals permanently in a storage facility. This exhibition cele-

brates the 50th anniversary of the start of this ongoing reproduction project.

‘What is “reproduction”?

The word “reproduction” here means the act of copying paintings by hand or a manual copy of a painting. The
painting that a reproduction copies is called the “original.” Historically, the purpose of fine art reproduction has
been to hand down to future generations original works at risk of being damaged or destroyed by disasters, al-
low people in remote locations to see reproductions of originals that are difficult to transport due to their size or
other reasons, and/or provide painters in later generations with the opportunity to learn the techniques of their
predecessors. Prior to the development of modern technologies for mechanical reproduction, including photogra-
phy and printing, manual reproduction was the only way to enable paintings to be seen by people who otherwise
could not have been reached due to physical limitations in terms of time and space on the paintings’ preservation
and transportation. Accordingly, it was also an important means for people to learn how to paint.

Documents prove that the manual reproduction of paintings dates back to as early as the 4th century in China.
It is thought that the main reproduction method at that time was tracing, that is, placing a thin sheet of paper or
silk on an original and tracing the original lines seen through the sheet to copy them. An additional method ad-
opted in the 10th century was copying an original on a sheet placed next to it while comparing the reproduction
with the original. These methods were introduced to Japan, where many paintings were reproduced from those
times onward.

There are two major policies on the reproduction of old paintings: status quo reproduction and restorative repro-
duction. Under the status quo reproduction policy, originals are faithfully reproduced to match what they look
like at the current time, including even scratches and spots of paint peeled off. By contrast, reproductions created
under the restorative reproduction policy represent what original paintings are thought to have looked like at the

time of their creation, before scratches or other changes were made on them. The reproduction methods and pol-
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icies have been chosen according to the reproduction purpose.

Everything started with sugido-e (cedar door paintings)

From the mid-1950s to the mid-1970s, when Japan experienced rapid economic growth and a tourism boom,
the number of visitors to Nijo-jo Castle also increased. Accordingly, the style of visitors’ tours around Ninoma-
ru-goten Palace also changed from guided group tours to individual visitors viewing the palace at their own pace.
This change raised the challenge of ensuring both the preservation of the murals and visitors’ unattended tours.
Sugido-e (cedar door paintings) along the routes of visitor tours in particular needed to be protected through
urgent measures. Therefore, in 1970, a plan was developed to copy the sugido-e by hand on paper to resemble
what they looked like at that time, create reproductions on cedar panels based on those copies, and replace the
originals with the reproductions. A draft status quo reproduction on paper of the sugido-e Karajishi-zu (Lions) in
the Shikidai, displayed on the left side of the gallery, was created soon after the plan was developed. Despite be-
ing different in terms of the medium from the original Karajishi-zu on a cedar wood panel, the status quo repro-
duction faithfully copies spots of paint peeled off and scratches on the original surface, and even wood grain and
minute patterns on metal fittings, suggesting the reproducer’s remarkable skill and great enthusiasm.

However, in conformity with recommendations offered by an expert panel in 1971, the plan was drastically re-
vised. As recommended, it was decided that not only sugido-e but also murals on other doors and the walls of
the rooms be reproduced and replaced with the reproductions, and that reproductions of ceiling paintings be
created for each one of those with the same kind of design. The revised plan included the reproduction of 1,000-
plus painted surfaces, as well as doors decorated with some of those painted surfaces. Since this unprecedentedly
large-scale reproduction project started in 1972, by the end of March 2022, 817 reproductions have been complet-
ed, among which 679, together with reproduced doors, have been installed in place of the originals. The project to

create reproductions and replace original surfaces with them is still under way.

How to paint and what to share : Method and significance of reproduction

Upon the abovementioned expert panel recommendations, it was decided that the murals in Ninomaru-goten
Palace be reproduced by hand with the same painting materials as used for the originals as far as possible. In ad-
dition, the basic policy on the finish of those reproductions was that they should be basically restorative reproduc-
tions, with a roughly 100-year-old patina added to maintain color harmony with old pillars and other elements in
the buildings.

Step One in the reproduction of an original painted surface in a mural in Nijo-jo Castle is tracing the original
lines on a sheet of semi-transparent film, instead of paper, placed on the original to copy them. Step Two is plac-
ing this sheet of film on the layers of a sheet of transfer paper containing charcoal on top and a sheet of paper for
reproduction at the bottom and tracing the outlines copied at Step One with a stylus to copy them onto the sheet
of paper at the bottom. In Step Two, discussions with experts in Japanese art history are held to determine how
later additions made upon repairs should be reproduced. The final step is reproducing the original lines by apply-
ing India ink on the lines copied in Step Two while comparing the lines with the original ones, applying gold leaf
to the surface, and painting it to finish the reproduction.

This exhibition displays two reproductions created through these steps: a restorative reproduction with patina of
Botan-zu (Peony Flowers) in the Botan-no-ma in the Kuroshoin, displayed on the front side of the gallery; and
a restorative reproduction with patina of Secchu Baichiku Shokin-zu (An Ume Plum Tree, Bamboos, and Small
Birds in the Snow) in the Yon-no-ma (Fourth Room) in the Shiroshoin, displayed on the right side of the gallery.

A close comparison between this reproduction of Botan-zu and its original shows that the reproduction faithfully
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copies the original’s delicate depictions of minute elements, such as leaf veins, pistils, and stamens. The original
Secchu Baichiku Shokin-zu has an excessively prominent large area covered with thick gold pigment, which is
thought to be a later addition and looks out of balance with the plants and birds in pale color and India ink. Since
it was thought that, at the time of the original’s creation, the gold area had looked more modest, so as to nicely
complement the plants and birds, this reproduction was created with a smaller area covered with gold pigment
thinner than in the status quo original.
As shown by these examples, the murals in Ninomaru-goten Palace are reproduced in full consideration of the
skills and aesthetic values of the original painters beyond a time gap of 400 years. The completed reproductions,
installed in place of the originals in the palace, play an important role in reviving those skills and aesthetic values
and handing them down to the more remote future. We hope that this exhibition will raise your awareness of the
historical and artistic significance of fine art reproduction.

(Shiho Nakano)

Nijo-jo Castle Painting Gallery : Winter Exhibition in 2022

Celebrating the New Year: Pine, bamboo and plum

In 1626, in the era of the third shogun Tokugawa Iemitsu (1604-1651) , the Ninomaru-goten Palace of Nijo-jo
Castle underwent major refurbishment in preparation for entertaining Emperor Gomizunoo (1596-1680) .
During the refurbishment project, murals were newly created as the main feature of interior decorations to make
the rooms appear more brilliant. Some of those murals depict pine, bamboo and ume plum motifs.

This exhibition features murals portraying magnificent pine trees, bamboo forests inhabited by tigers, and ume
plum blossoms and pine branches lightly coated in snow in early spring, selected from among the murals of Ni-

nomaru-goten Palace.

Pine, bamboo and plum

Pine trees maintain green leaves even in the depth of winter, while bamboos remain resilient and do not fade even
under snow. Ume plum blossoms bud and come out amid the cold of winter. In China, the pine, the bamboo and
the plum each have a long history as an auspicious motif for paintings, and the combination of these three motifs
dates back roughly to the Southern Song period (1127-1279). In the beginning, the pine-bamboo-plum motif was
sometimes depicted together with stones, water, orchids and other objects. However, it was gradually established
as the Three Friends of Winter, which could endure winds, snow and the biting cold, based on The Analects of
Confucius.

The concept of the Three Friends of Winter represents the ethical requirement for the integrity of noble persons,
or more specifically, their full understanding of the true value of others based on their experience of overcoming
hardship. It can be said that this implication of the motif in the original Chinese context differs from that in Ja-
pan.

In Japan, pine, bamboo and plum motifs introduced from China took root among the aristocracy as auspicious
motifs around the Heian period (794—1185). These three motifs began to be used in combination by intellectuals
when Zen Buddhism became popular around the Kamakura period (1185-1333). However, the pine-bamboo-
plum motif started appearing in many paintings and craftworks as late as in the 18th century. It is thought that,
around that time, this collective motif gradually began to be used by the general public in clothing, decorations,
songs, koto music, etc. on such ritual occasions as the New Year and weddings, thereby taking root as an auspi-
cious symbol or a bringer of good fortune, just as it is today.

Unlike in Japan, in China the motif of the pine, bamboo and plum had an ethical implication and was not used as
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an auspicious symbol or bringer of good fortune. It can be said that in Japan this motif underwent independent
development from the mid-Edo period to become Japanized.
Since the early-Edo-period Ninomaru-goten Palace murals depicting the pine-bamboo-plum motif preceded the

widespread use of the Japanized version, they are thought to carry a strong ethical implication of Chinese origin.

[Pine]

The pine is an evergreen plant, and large pine trees have a strong presence and great dignity. The pine motif em-
bodies hopes for the longevity of people and organizations.

The Shikidai-no-ma in the Shikidai building at Ninomaru-goten Palace is decorated with the mural Matsu-zu
(“Pines,” attributed to Kano Tan’yu [1602-1674] or Kano Sanraku [1559-1635] ). The Shikidai-no-ma was a
place for visitors to meet roju (senior councilors of the Tokugawa shogunate) to explain the purposes of their vis-
its and entrust their gifts for the shogun before meeting him in person in the Ohiroma.

In Matsu-zu, two pine trees with a strong, magnificent presence grow from the floor level to nearly reach the ceil-
ing. With few other objects depicted on the gilt ground, the pine trees occupy a large part of the wall surface while
maintaining a subtle balance between their twisting trunks, branches and leaves. The areas above the nageshi
(horizontal beams) in the east, west and south are also decorated with the pine motif so that the room appears to
be surrounded by pine trees in the four directions.

The majestic depiction of pine trees gives the interior space a solemn atmosphere. Visitors met roju in a pine for-

est, magnificently portrayed.

[Bamboo]

The bamboo is a fast-growing evergreen plant with roots expanding widely, being sufficiently resilient and sturdy
to endure wind and snow. Because of its great vitality, it has been viewed as a symbol of fertility.

At Ninomaru-goten Palace, the most eye-catching depiction of bamboos is found together with tigers in the mu-
ral of the Tozamurai. The Tozamurai is the building with the widest area and the largest number of rooms at
Ninomaru-goten Palace. With the Chokushi-no-ma, a meeting room for imperial messengers, at its northeast
corner, the building was clearly divided into an area for court nobles and an area for samurai. The Tozamurai was
the first building for visitors to step into after entering the palace through the entrance.

The motif of the bamboo and tiger was popular in Japan due to its relationship with Buddhist scriptures. The
powerfully-growing bamboos among which tigers relax in Chikurin Gunko-zu (“Tigers in a Bamboo Forest” at-
tributed to Kano Jinnojo [1583-1628] ) in the Tozamurai represent the vitality of the plants. Seen from bottom
to top, the bamboos extend straight from the ground, disappear in gold clouds upward, reappear from the clouds
above the nageshi, and disappear again in gold clouds higher above. The depiction of the bamboos seen between
the clouds and piercing through the clouds adds a feeling of a great height to the mural. Bamboos are portrayed
on all four sides of the Ichi-no-ma (First Room) to the San-no-ma (Third Room), including the areas above the
nageshi, to make the entire space look like a bamboo forest.

Visitors waited together with the tigers among the bamboos growing into the sky for their meetings with the sho-

gun.

[Plum]
Introduced from China, the ume plum was viewed as a symbol of wealth and elegance in Japan. It is said that no-
bles in the Heian period learned Chinese grace by appreciating ume plum blossoms.

At Ninomaru-goten Palace, the plum motif is found together with the pine and the bamboo in the large alcove
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in the Ichi-no-ma (First Room) of the Kuroshoin. The Kuroshoin, formerly called the “Kohiroma,” was used for
meetings between the shogun and especially important visitors. It is said that the Kuroshoin was designed to
demonstrate the dignity of the shogun while giving visitors a feeling of peace and affinity.

Compared with the murals of the Ohiroma and the Shikidai-no-ma, which mainly portray intimidatingly gigan-
tic pine trees, the mural Matsu Shibagaki Kincho-zu (“Pine, Brushwood Fence and Birds,” attributed to Kano
Naonobu [1607-1650] ) in the large alcove in the First Room of the Kuroshoin looks as if it captures a moment
in a natural landscape. The snow on the brushwood fence, painted in silver, has now discolored and looks black.
However, it surely looked silvery in the original condition. The pine tree is also coated lightly in snow, with a jay
and a shima-hiyodori (a kind of bulbul) perching on the tree. Near the pine tree, a plum tree is budding and blos-
soming inconspicuously. On the wall to which staggered shelves are attached, bamboos grow straight upward as if
they are piercing through gold clouds. The skillful use of the motif of the pine, bamboo and plum allows the space
to herald the arrival of spring.

Since this mural was created before the Japanization of the pine-bamboo-plum motif, it is thought that the use of
that motif in the mural behind the seat of the shogun was intended to represent the “virtue of the noble man” to
caution visitors to overcome adverse circumstances. In this special meeting room, visitors met the shogun against

the background of the pine, bamboo and plum depicted in a tense atmosphere of freezing winter.

It is thought that the Edo-period painters portrayed pine trees, bamboos and ume plums in these Ninoma-
ru-goten Palace murals with a sense that is different from ours today. What people in the early Edo period saw in
those depicted plants probably differed from what we see there at present. We hope that this exhibition will bring
you the joy of discovering a different aspect of the motif of the pine, bamboo and plum in celebration of the New
Year.

(Junko Furiya)
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